A year after the crash of 1929, Spanish gold reserves remained largely untouched, and except for tenant farmers, miners, and factory workers, for whom a living wage never kept up with realty, people remained optimistic, young urban people especially so (Hernández de Trelles 25). For those who considered themselves the cultural elite at the forefront of modern art, following in the bold footsteps of Pablo Picasso and Juan Ramón Jiménez, pioneers born some twenty years earlier, the horizon seemed full of promise . Then the peseta was devalued, the dictatorship fell, and in the midst of economic and political upheavals, the king abdicated in 1931 and the Second Republic began its struggle for legitimacy.
The artistic aim of the Generation of '27 was to change Spanish literature by opening it up to European modernity without giving up its own traditions, its Spanishness; in other words, to create a synthesis of two seemingly opposing values: conservative tradition and unstable avant-garde (Romojaro 28 ). Whether or not such lofty ambitions were even possible, there was often a disconnect between what these young elites said they wanted to do in art and the texts they in fact produced.
A number of avant-garde poets-Rafael Alberti, César Vallejo, Pablo Neruda, Miguel Hernández-became committed leftists: socialists, communists, Marxists; the borders between ideological currents remained fluid. Identification with the people, real or devoutly to be desired, tended to mitigate their earlier experimentation. Other members of the Spanish avant-garde soon overcame the excesses and abuses found in the various European isms-for instance, the determination to achieve originality at all costs; incoherence and impenetrability; the ludic triviality of art objects; a deliberate and even transgressive anti-popularity-in favor of what came to be known as neopopularismo [neo-popularism] , especially among Andalusian poets of the Generation of '27: Altolaguirre, García Lorca, Prados, and Alberti, among others . 5 In part a reaction to the dehumanization and hermetic aloofness of the period, neopopularismo favored the use of traditional, popular poetic forms-the romance ballad, assonant rhyme, songlike rhythms, the lack of epic and declamation-yet with a decidedly avant-garde sense of freedom and a transgressive concern for what may be styled low culture if not para-culture: the gypsies, tramps, and thieves of romanticism joined by the Chaplinesque tramps of silent movies. 6 This approach led to some surprising results, such as the fact that Lorca's Romancero gitano [Gypsy ballad collection]-a series of dreamlike poems featuring gypsies of southern Spain-became a multi-edition bestseller in 1928.
To give an example of the neopopular in Altolaguirre's case, the poem "La playa" (The beach)-dedicated to García Lorca, as it happens-exhibits several aspects found in traditional Spanish song and poetry: eight-syllable verses, assonant rhyme, the use of refrain, and quick postcard-like tableaus. Nevertheless, the poem would never be confused with a truly popular text, because the author reveals simply too much awareness of the text itself, of the poem as object:
Las barcas de dos en dos, como sandalias del viento puestas a secar al sol.
Yo y mi sombra, ángulo recto.
Yo y mi sombra, libro abierto.
Sobre la arena tendido como despojo del mar se encuentra un niño dormido.
Yo y mi sombra, ángulo recto. and sent by train to Paris, where he reunited with his wife and daughter. Concha Méndez was not only his wife since 1932, but a poet of the same Generation of '27 and his partner at the printing press. As she would write in her memoirs, their exile began that spring in Paris, whether they realized it or not (108). Their hope-a return to Spain, following the intervention of Western democracies and the fall of the Franco regime before it ever took hold-did not then seem impossible. They were not so much exiled, she thought at the time, as temporarily displaced by events. The Spanish Embassy in Paris, still loyal to the extinct Republic, issued necessary documents, found Altolaguirre medical help, and advised the family on travel procedures. At the generous and unexpected invitation of French surrealist poet Paul Eluard, whom they had never even met, the three went to stay at his home. There they entertained other writers and artists, catching up on the last gasps of the international avant-garde. It felt almost like a vacation in Paris, of all places, and who could really mind that, even after a war?
It is important to note that "the majority of intellectuals who chose exile did so not out of support for one side or the other, but because their lives were not safe under the Republic" (Kamen 272 ). On the opposing side, the Law of Political Responsibilities promulgated by the National government threatened punishment for anyone who had contributed actively or passively to the establishment of the "Red subversion" (i.e., the Second Republic), retroactive to 1934, and thus a distinguished group of intellectuals and scientists escaped jail by going into exile just in time (Eslava Galán 22). With some notable exceptions, ties that seemed to bind so tightly during the Second Republic and the war years quickly unraveled in the aftermath.
After some weeks in Paris the Altolaguirre family traveled to Bordeaux and set sail for Mexico on March 10, 1939, thanks to the financial aid of avant-garde artists Pablo Picasso, Max Ernst, and others. They could afford passage in steerage for Concha and Paloma, while Altolaguirre himself slept in a deck chair (Valender 2012 211-212) . Mexico was the Spanish-speaking country that "most generously opened its doors to the mass of The aim of solidarity with the proletariat, so pronounced during the Civil War, did away with the last vestiges of a radical Spanish avant-garde (Harris 10). The Generation of '27 ceased to exist in the war years: When the war ended, their sense of being a group disappeared, and they themselves limit their generational activity to the year 1936 (Lama 19) . Those who left Spain, like Altolaguirre, felt broken off from the common stem; those who survived the war and remained in the country-Dámaso Alonso, Gerardo Diego, Vicente Aleixandre, among others-found it difficult to keep in touch with poets who had left, and began what Leopoldo de Luis calls their own internal exile (24). They all continued to make poetry, inside and outside Spain, but in what Paul Ilie has termed "a mutual deafness" (36). They tried to read each other's work when possible, tried to correspond and even to mail books, but styles reflected little or no interaction. Not surprisingly, one aspect they did share, whether in exile or in Spain, was a reflection on the death all around them.
Like other Spanish exiles, Altolaguirre struggled to come to terms with his new reality. If exile is viewed as a historical construct-"a political, social, or linguistic pattern"-then the experience, along with its literary expression, often seems to shift between two polarities, which Claudio Guillén categorizes as exile and counter-exile (271-272). The first extreme, exile, not only becomes its own subject matter, but presupposes nostalgia for the lost world. As Paolo Bartoloni notes:
In enforced exile, all the senses, and the language employed to articulate them, appear to be capable of nothing other than a continuous struggle to The foreignness of those who return is compounded by those traits they still share with the category of 'home,' including people, food, light, language.
And yet their language is different, the people have changed. Being the same and yet different is a mark unlikely to be forgotten or forgiven, not only by others but also, and more importantly, by the very individuals who return.
There is no going home, simply because there is no home. (86) Everything was different: Altolaguirre had left at the end of a chaotic war and now returned to a land of regimented peace; he had left as a poet-printer and returned as a (small-time) cinematic auteur; he had left as the husband of Concha Méndez and now returned as the husband of María Luisa Gómez, a Cuban; most importantly, he had left as a young man, a committed intellectual, one of the elite, and now returned in middle age, hollowed out by exile, and strapped for cash.
Directly after the presentation of the parts of his film already shot, he and his second wife left in a car for Madrid. The ultimate destination was Málaga, where Altolaguirre was born and raised (Cernuda 2003 777) . It was night. The car left the road and overturned. His wife died almost instantly; Altolaguirre was taken to a clinic in Burgos and died three days later at age 54. His remains were buried in Madrid on July 28, 1959.
He had come at last to the end of his exile, or perhaps rather to the beginning of a greater one.
Having abandoned Spain, writers of the avant-garde felt intuitively the truth of Bartolini's cultural theory of exile, namely that the home they left behind had ceased to be, and so would no longer be there, even if they did go back. In that sense going back was impossible. Those who were offered a chance to return-like Rafael Alberti- Peer-reviewed Journal, Vol. 7 [2016], Iss. 1, Art. 4 
